Within the expanded field of contemporary art, there is an increasing sense of urgency to engage with the politics of ecology in the face of successive and accelerating environmental crises and widening social inequality. In recent years, much of contemporary art's response to socioecological issues has been framed by the concept of the Anthropocene. However, the notion of the Anthropocene has been criticised for its limited political agency and direction. This indicates that there is a need for alternative interpretative frameworks, both for ecopolitical themes and geopolitical ones. This paper proposes the notion of planetary commons as a tactical and interpretative framework for curating art-led projects in the realm of eco-and geopolitical concerns. It discusses my curatorial interests and role in several interdisciplinary art projects that have engaged with the Polar Regions and Outer Space. It outlines artistic strategies, including critique, inquiry, representation and sociopolitical intervention, and how the projects address issues of spatial politics, 2 environmental stewardship, and local-global governance structures. I argue that the perspective provided by this framework enables meaningful knowledge crossing different disciplines and reveals insights into the complexity of governance in the global system, highlighting the roles that art and cultural practices can play in shaping our understanding of complex societal-environmental-technological assemblages.
Introduction
Our personal visual impressions of outer space and the polar regions are constructed from images in the media, popular culture and art. 1 In turn, these impressions and images reflect national and global imaginaries of these domains that project assumptions about national identities, utopian aspirations, and global anxieties. Outer space and the polar regions are associated with sublime and striking images, from breathtaking views of the Earth from space to blinding white expanses of ice sheet.
These spaces of the imagination occupy an important place for those who will never go to these places, but are also perpetuated by those who have (including astronauts in space and scientists in Antarctica). It is rare that the politics of these spaces find representation as contested arenas of unresolved territorial claims, capitalism, and empire, and as deeply affected by human presence -the Arctic is home to diverse groups of indigenous people, while Antarctica and outer sparse, although sparsely or barely inhabited, are still "densely populated" by human strategic interests, commerce, architecture, and media representations.
The social imaginary helps to shape a society's values and how it understands its remit and its authority, and therefore the images that feed the imaginary are important.
Contemporary art is one of the sources of those images and the ideas behind them.
Outer space and the polar regions are recurring themes in contemporary art and increasingly popular in the present century. The polar regions are particularly seen as symbolic spaces of climate change, which chimes with the popularity of contemporary art's engagement with ecological issues, including stewardship of the Earth's natural resources.
This paper discusses my curatorial research and practice, which has developed a longterm underlying tactical and interpretative framework of the planetary commons in curating a programme of contemporary art commissions and exhibitions that engage with eco-and geopolitical concerns. It proposes this framework as a complement and alternative to the dominant interpretative framework of the Anthropocene when addressing ecological themes in the arts and humanities, explores its value in drawing out the politics of the polar regions and outer space, and discusses how it develops art's role in co-producing knowledge across disciplines. I discuss several curatorial and artistic projects in which I have been involved as a curator and researcher, that specifically relate to the polar regions and outer space, and to ideas of the planetary commons. The framework of the planetary commons has emerged through a longterm process of exploring strategies and tactics for artistic and audience engagement with the eco-and socio-politics of the domains of common-pool resources.
The planetary commons
The practical context for my curatorial practice in the field of contemporary art is my position as founding director of Arts Catalyst, a non-profit art organisation specialising in new artists' commissions and interdisciplinary research projects. One of the underlying questions to the curatorial programme that I have led over the past ten years has been how to develop an interpretative and "tactical" 2 framework for projects that seek to engage with the complex inter-relationships between society, culture, ecology, politics, science and technology. Around 2006, I began to use the "global commons" as an underlying thematic idea for artists' engagement with subjects relating to the stewardship and governance of the earth's extraterritorial spaces (such as the deep seas, polar regions and outer space) and its natural resources.
The notion of the global commons applies the ideas of the commons to those domains that are international, supranational or global in which common-pool resources are found. International law identifies four global commons: the high seas (oceans and seabed, including the frozen Arctic ocean), the atmosphere, Antarctica, 3 and outer space. 4 Over the last ten years, I have expanded this global commons framework to that of the "planetary commons", a term which, in common use, variously describes the natural resources of the planet, common-pool resources that are not contained within one state (such as air or biodiversity), and the spaces within which these 2 In using the term "tactical", I draw on the ideas of tactical media, a form of activist art practice, originating in the 1990s, that intervenes actively within a system, discussed in Garcia and Lovink, The ABC of Tactical Media. 3 Technically, Antarctica is an international commons rather than a global commons, since membership of the governing regime is limited. 4 For more on the global commons, see Buck, The Global Commons. resources are found, including the oceans, atmosphere, outer space, the Arctic, the Earth's crust, and so forth.
By using this term, I intended to achieve three things. First, it acknowledges the "planetary turn" in comparative literature, the arts and the social humanities.
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Postcolonial theorist Gayatri Chakravorty Spivak originally coined the term "planetarity" to name an ethical alternative to globalisation. 6 As globalisation is driven by capitalist requirements for extracting resources and making profits, and imposes sameness over the face of the globe, Spivak proposed to overwrite it with a planetary vision of the world, which could pay attention to multiple perspectives and differences. Rather than a model of the world -the globe -constructed of political borders, latitude and longitude, and contour lines, the planet is concrete and ecological.
Second, applying the notion of the commons more broadly to the Earth's shared natural resources thereby foregrounding stewardship (the responsible use and protection of the environment) alongside governance (with its networks of government, business and civil society). Elias and Moraru suggest that planetarity refocuses our attention from the regulative principles of the globe, with their "uncomfortable associations with paternalism, colonialism, and monopoly capital", to the "stewardship" of the planet and ecocritically-informed discourse. These criticisms of the Anthropocene point to the concept's limited political and historical dimensions. In framing climate change and environmental degradation as a product of some form of innate human trait, rather than the consequence of specific social and political structures and struggles through time, the Anthropocene tends to distribute responsibility evenly across the world's population. This is both misleading and misdirecting (or rather it provides little or no direction at all, other than despair).
Naomi Klein has conceptualised the climate crisis as a confrontation between capitalism and the planet and dismisses the Anthropocene's implied notion of a universal human evildoer. She has in turn been criticised for denying that we are all implicated, 25 but she is correct. The people of the earth are not equally responsible or culpable for the current ecological crisis. We need a more nuanced and less
Eurocentric account of the state of the planet, one that acknowledges asymmetries of wealth and the unequal ecological exchange between the North and South. Jason
Moore proposes it be renamed the Capitalocene, 26 which at least usefully associates our current ecological and social precarity with the age of capital and profit at any cost rather than the vagueness of an "age of humankind".
Robert McFarlane thinks that we will soon be exhausted by the Anthropocene: … glutted by its ubiquity as a cultural shorthand, fatigued by its imprecisions, and enervated by its variant names ... Perhaps the Anthropocene has already become an anthropomeme: punned and pimped into stuplimity, its presence in popular discourse often just a virtue signal that merely mandates the user to proceed with the work of consumption.
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Critically, the Anthropocene has limited political agency and direction. As Aaron
Vansintjan suggests, the Anthropocene "… fails to adequately frame the current situation, and in-doing-so allows anyone to co-opt it to their own solutions". 28 He notes that it is neither political nor precise, and suggests other terms used by the climate movement that are more specific and still powerful: "degrowth, climate justice, ecocide, ecological debt, and 350ppm".
More and more these days, contemporary art practices claim political motivations, and ecological themes occur with increasing frequency. The Anthropocene has been taken up enthusiastically by contemporary artists and curators, but -and particularly if we accept curator Nato Thomson's argument that the question for political art is no longer "But is it art?" but instead "Is it useful?" -29 the Anthropocene contributes little to art's political effectiveness.
I propose the planetary commons as an alternative discourse and framework for contemporary art to engage with subjects of climate change and environmental degradation, bringing a "commons" agenda to frame and address these issues as intertwined systems of resources, social community, and social values. Applying a 27 Macfarlane, "Generation Anthropocene". 28 Vansintjan, "The Anthropocene Debate" 29 Thompson, Living as Form: Socially Engaged Art from 1991 commons logic to natural resources challenges conventional economics, in its assumption of a broader definition of value than money. To support this proposal, in the rest of this paper, I discuss how I have applied the planetary commons as an underlying framework for a curatorial programme that addresses the spaces, networks, and geopolitical regimes of the polar regions and outer space, and what this approach contributes in terms of the agency of art, its emotional impact and meaning, how audience and participants are engaged, and the different forms of knowledge that are produced through it.
Representations of the polar regions and outer space
The polar regions -particularly Antarctica -and outer space are extraterritorial spaces that share perceived qualities of remoteness and extremeness (in that their environments provide harsh and challenging conditions for humans and other species). Being sparsely inhabited and frequently associated with sublime and striking images, they are also spaces for the imagination. It is unsurprising then that artists are drawn to these environments.
Beyond their shared association with these imaginaries of remoteness, inhospitability, and the sublime, outer space and Antarctica also have a shared political history, which led to their statuses as global commons, that is worth briefly recounting. The
International Geophysical Year (IGY), 1957-8, was an international scientific project that set out to look at the planet as a whole, through a range of Earth system sciences.
It led directly to the Antarctic Treaty, which set aside Antarctica, as a global (or international) commons, for peaceful purposes and cooperative scientific research.
The IGY also set off the space race, as both the US and then the Soviet Union with issues of ownership and regulation of the electromagnetic spectrum. Thus, Makrolab operated, both actively and metaphorically, as an autonomous node of access to the threatened global commons of the sky and the airwaves. Through its many presentations in international exhibitions, festivals and biennales, Peljhan's project exposed some of the complex issues surrounding the enclosure of the orbit-52 The body that awards the rights to use parts of the electromagnetic spectrum is the International Telecommunications Union, a specialised agency of the United Nations. User rights are awarded to countries on a first-come first-served basis, free of charge. 53 Wijkman, Managing the Global Commons. 54 Birringer, "Makrolab: A Heterotopia". 55 Ibid. Griffin guided Mullard scientists and audience members through the spaces of the house and then -after dark -around the garden, stopping at selected points to share stories of launches, orbits, constructions and failures. Griffin has proposed a substitution of the notion of authorship of outer space for than of ownership.
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Orbiting spacecraft -such as those the Mullard scientists work on -generate partitions between those who own space technology and those who do not. Yet, Griffin argues, such partitions can be seen as abstractions (or imaginaries), because the ownership of space technology, being a collaborative enterprise with many actors, can be difficult to pin down. 58 With Satellite Stories, she set out to illuminate scientists and engineers' individual and collective roles in this authorship.
Many of the projects that I have initiated or been involved with relating to outer space have, in different ways, attempted to assert a more open, collective "authorship" of 56 MacDonald, "Anti-Astropolitik" 57 Griffin, "Hitchhiking to the Moon'. 58 Ibid.
space. As I have described above, through discussing of the orbit-spectrum commons, 60 Initially co-curated with Arts Catalyst's associate curator Nahum Mantra, KOSMICA has since become a separate and independent entity from Arts Catalyst, based in Mexico City and Berlin. In characteristically playful style, they conducted a creative, transdisciplinary enquiry into people's responses to the idea of the Moon as a territory for occupation and exploitation. Their final drop-in workshop solicited visitors to contribute slogans, which were then incorporated into placards for a "protest" and "counter protest" for and against mining on the Moon, which took place along London's South Bank.
In its emphasis on our emotional and mythological relationship with the Moon in its changing status from remote celestial body to global commons to potential site of extractable resources, Republic of the Moon's approach resonates with anthropologist Debbora Battaglia's discussion of the cosmos as commons. In recounting a
Melanesian Sabarl islander's realisation that a sample of moon rock from the Apollo programme that he had observed was "only a rock", producing a moment of cultural dissonance given the Sabarl's complex mythological relationship with the Moon, Battaglia suggests that science's expansion of the commons to include such remote entities and environments raises questions about our accountability and how we remediate for "a world of diminished meaning" and fewer ways of feeling. Science studies scholars Sheila Jasanoff and Marybeth Martello also argue for environmental-governance approaches that balance the local and the global. 71 They note that global governance in coming decades will have to accommodate cultural, religious and aspirational differences, and respect -or even defer to -many aspects of the local when designing institutions that wish to transcend localism. They note how the meanings of the words global and local connect to political struggles around various environmental regimes, and consider that "Issues of this complexity can only be grasped by bringing together perspectives from several disciplines".
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In my curatorial experience, artists cope well with ambiguity and complexity, which makes them potentially strong contributors to envisaging or creating flexible systems and responses to complex problems. The projects I have discussed are characterised by imaginative inquiries, sociopolitical interventions into, and critiques of complex 69 Ostrom, Governing the Commons. 70 Ostrom, "Managing Resources in the Global Commons". 71 Jasanoff and Martello, Earthly Politics: Local and Global in Environmental Governance. 72 Ibid, p4. A long-term curatorial strategy driven by an ongoing inquiry into the planetary commons produces a distinctive repertoire of images and imaginings, texts, and tactics relating to the ecology, technology and politics of trans-or supra-national spaces, that impact on the social imaginary of those regions, showing how they can no longer be considered remote, and suggesting directions for collective environmental and political action.
Conclusion
While Paul Crutzen's coining of the term Anthropocene remains compelling and profoundly insightful, perhaps the most persuasive of its many criticisms is that it leaves us directionless. As Andreas Malm notes: "Species-thinking on climate change activity is written into the planet's geology, and we are all culpable, what hope? If we understand the Anthropocene as a failure of societal governance, then I suggest that an interpretative and tactical framework of the planetary commons might address matters of concern relating to environmental stewardship more usefully than the geologically-derived concept of Anthropocene alone. Used within a curatorial programme, a framework of the planetary commons can enable multiple forms of interdisciplinary knowledge and insights to be produced and shared.
The perspective provided by this framework has generated new knowledge and enabled meaningful insights crossing different disciplines, as well as highlighting the role of art in interdisciplinary discourse. The projects I have described have examined and highlighted technological agency in relation to the global commons, developed community-centered, culturally sensitive, and environmentally appropriate sensor and communications infrastructures, revealed how our understandings of extraterritorial spaces are mediated by representation in art, examined intertwined histories of art, space imaginaries and space activity and governance, revealed insights around the complexity of governance in the global system, highlighted the roles that local cultural practices can play in commons stewardship, and contributed to evolving discourses across several fields.
Critical artistic practices, particularly when focused through a sustained curatorial inquiry, contribute to society's understanding of the polar regions and outer space as socially constructed spaces and as important global and planetary commons. They do 73 Malm, "The Anthropocene Myth".
